In a musical, when spoken words aren't enough, you sing.
letting go of it would have meant letting go of a considerable amount of money already invested in development. So they just kept working on it. It got a bit overworked and things fell apart.
Eventually, the rights became available again. Charlottetown reached out and was able to piggyback on all of the hard work and investment in development to produce the show. But we didn't get it totally right the first time either. It's a process. The second time we did it, we did it under the guidance of Bob Baker at the Citadel, and with their production resources, which at the time were a lot more than we had here. The show took off. It was astonishing. Audiences in Edmonton went bananas. It did very, very well out there, which was really encouraging. We were able to take a story that many people in Edmonton had never heard of, the story of Acadia, let alone Evangeline, and not only educate them about it, but entertain and move them. They left that theatre richer for the experience, and also richer in their heritage. So to me, that was hugely successful. But you know, that's where it ends. People ask, what happens with it now? That was a thirty-two person, multimillion-dollar show, and there are very few theatres in this country that can afford that. TRACY: SummerWorks seemed like a great fit because there was already a spirit of experimentation and play there. You know, I feel sometimes there is discrimination against musical theatre, that it is considered a lesser form and not as legitimate. I think a part of me wanted to go into a place like SummerWorks that was focused on cross-disciplinary work to be able to say, you know a musical can be many different things, actually.
Tracy, you helped launch Musical Works in
We had many years with SummerWorks, and it was great, but as the projects grew it felt like only having one performance sometimes wasn't enough. In 2015, Theatre 20 came on board and we tried running it as a festival. We had three performances instead of the one, and we were able to pay the actors for a week of rehearsal.
That was huge. I could encourage the writers to make changes between the performances, and to use the opportunity to try new things out. To sort of throw paint at the wall and see what lands. We also had talkbacks with the audience-not to set about critiquing the work, but to establish a dialogue, and [to] see how this, you walk down those halls at the Confederation Centre [in Charlottetown] and it's a who's who of Canadian theatre. You see all of these original pieces that began there. That experience really formed and informed me.
As I continued on as an actor, new work was important to me. I got to participate in a lot of workshops, but I felt that often the workshops were mostly intended as presentations for backers. There was pressure for it to be a little more polished, and because it's a musical, there are a lot of elements, like learning music, that take up a lot of work time. Often the bones of the piece were not really addressed because of the time spent learning and staging. I thought, there might be value in doing something in concert because the stakes are a little lower. You don't have to worry about production values, and it gives the creators and the writers a chance to hear their material, and to examine the bones of the music and the words. It's a level in the development where the creators and writers are ready to put their piece in front of an audience, but in a spirit of experimentation. things landed with them. My passion is about providing a safe space for the creators to take risks, and I think part of that is talking to the audience and getting some response back. The writers could ask the audience questions, and then go back and work. 
ADAM:
For the past couple of years, we have been restructuring our model here. This summer is the biggest step forward for us, in terms of supporting development. We have intentionally crosscast our shows this season in a way that makes twenty-two actors available for me to develop, hear, and workshop new works for five months of the year-while they're doing Anne of Green Gables for four performances a week.
I now have the luxury of a company of actors that have time. That will allow us to hear a lot more material, and it will also allow the artists and creators of this new material to have digestion time.
It's what Tracy talked about, the need to give someone time to try new things. In our case, sure, sometimes you might only have sixteen hours of rehearsal with your group of actors that week, but then you have the rest of the week to write and work. Time is now the luxury, whereas before, time and artists were always the things that we never had enough of. This year, we will also have the Charlottetown Festival Conference, which will take place the same week in September as the original Charlottetown Conference in 1864. We will have It sounds like an exciting and challenging experiment.
We are going to learn how to work this resource as best we can, and as efficiently as we can. It is the first year for all of this, ctr 171 summer 2017
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TRACY: Do you mean in Charlottetown, or in Canada?
ADAM: In Charlottetown, but I think it's true in a lot of Canada too. You know, the second time we did Evangeline here, it didn't sell well, even though it completely sold out in Edmonton. And we put on brilliant productions of Les Belles Soeurs and Spoon River, but nobody came.
TRACY:
Really? Spoon River? To me that seems like a perfect fit. It's written by an actor from Charlottetown, and it kind of has the feeling of a ceilidh.
ADAM:
Audiences seem not to be interested if they don't already know the show. And maybe that's been nurtured here, a bit. The company has lived up to a high artistic standard at times, but there's also been an appeal to the very low hanging fruit. The consequences of that over the course of many years now is such that, unless they know the title, they're probably not going to come.
TRACY:
When I was there twenty-something years ago, I remember there were lots of revues-a rock revue, a Berlin revue, a disco show. Those revues were very popular. I think what you say is wise about a slow decline, because the audiences have been given a certain thing, and that thing is definitely different than an original book musical.
ADAM:
If you have been fed the idea that when you go to the theatre, you're going to see things that you already know and that everything will be recognizable, then what happens when you go and you don't know it?
That sounds frustrating.
Yes, but every once in a while a beam of light will come out. You can't negate that. These conversations can tend to be a bit negative because we've got a lot to work on, but every once in a while a beam of light will come out like a Martin Guerre, or a Drowsy Chaperone, or a Come From Away that people really get behind. And I think that with the success of Come From Away, the CMTP, and the fact that Mitchell [Marcus] is doing original Canadian musicals with The Musical Stage Company this year, I think we're seeing a strong groundswell of interest.
What do you think can be provided to add to that groundswell, and to help support writers and the development of new work? ADAM: Having been at this for ten years, and looking at what's happening and what's not happening nationally, I think now that what writers need is essentially what the CMTP has been offering them, which is an opportunity to hear their work, showcase their ideas, and be both praised and assessed by their peers. They need critical support, but they need it to be supportive more than critical. They need encouragement, and to know that there are companies out there that will take an interest.
TRACY: I've been taking a self-imposed sabbatical from producing Musical Works for the last year. Part of the reason is that I felt a need to step back and re-evaluate what I was trying to accomplish, and how it fit into the ecology of developing new work (specifically, new musical work) in Canada. The landscape has changed quite a bit since I began the program in 2009. I've been spending time in New York, getting to be a part of programs at places like New Dramatists, NYU, and NYMF [the New York Musical Festival], learning about some traditions and practices that were new to me. For instance, I participated in the New Dramatists Composer-Librettist studio last year. I was part of a workshop that was mostly about developing the composer and the librettist, and a lot of what was taught was the act of collaboration, and styles Poster for the 2016 Charlottetown production of Spoon River. Produced by the Charlottetown Festival in association with Soulpepper Theatre Company.
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Time is now the luxury, whereas before, time and artists were always the things that we never had enough of.
I think we're seeing a strong groundswell of interest. so many different voices in Canada, and I think the musical form is a great way to show us those voices.
Adam, you mentioned the consequences of training audiences to only expect the familiar. It strikes me that if we want to reverse that trend, we are going to need a decade, at least. The problem is, who can afford that decade? ADAM: Exactly. But the hope is, by reaching out, by opening doors, by sharing resources, and by approaching the work from a collaborative level nationally, we can make it through that decade together.
But we have to find a way that is both complementary to our writers and complementary to our resources. We've tried to go the American way, which is where you raise the money and you do it. But the money's not there, at least not consistently. And any money that is there is usually spoken for, and has been for many decades by the same people. So, for new ideas and new companies to come forward is very, very difficult.
I'm mostly a tourist theatre here. Seventy per cent of our audience is tourists. I count the cars that cross the bridge as part of my job. We're trying to diversify enough so that I can give you Photo by Mark Bergin of working together. It wasn't just about the history of musical theatre, or lyric writing, or being a librettist, it was about the discipline of it, and about the collaborative nature of the form. It is a kind of education that I don't think we have a lot of in Canada. I would love to bring some of that to Canada.
Can you elaborate on that?
TRACY: You know it's funny, Lin-Manuel Miranda grew up in the Heights [Washington Heights neighbourhood in New York City], and his parents are immigrants, but he also grew up minutes away from Broadway, the birthplace of the musical. Hamilton is so brilliant because you hear his background, but you also hear Sondheim, and Rodgers and Hammerstein. He grew up surrounded by the Broadway tradition. In Canada, for better or for worse, we don't have that. We don't have that Broadway tradition. But I think there's opportunity in that. I think there are different voices here.
We may not have the history of Broadway, but we have a very strong music scene. We've got folk music, and there are artists like Arcade Fire and other diverse artists who are very popular, globally. In America, people like Green Day or Duncan Sheik have written for the musical theatre. In Canada, I feel like we have this untapped resource of songwriters, playwrights, and fiction writers from all different backgrounds. I'm interested in how we bring these people together in Canada, and I think the musical theatre is a great form for it because it is all about collaboration. We have
We may not have the history of Broadway, but we have a very strong music scene. ctr 171 summer 2017
In Development: The Joys and Challenges of Fostering New Musicals | FEATURES Mamma Mia, and we can keep doing Anne, but I can also surround it with development. I'm using every red cent I make to support Canadian artists and Canadian writers. When I pitched this idea to the Confederation Centre, they got it. They gave me money to commission and to develop, and I get the conference this summer. They've been completely on board with it.
We're restructuring ourselves here so that we can lend resources not only to our own creative ideas, but to other companies' ideas as well. In terms of what I want to do here, I want to open that door. I want to say to people, to writers, and to other companies-I want partners. I want partners in development, and I want partners in programming. I have a whack of great actors, I have time, I have the facilities, and I can make this cost-effective. If you will pull a bit of your resources together, and combine them with all of mine here, we can do this, and we can do this in a really cost-effective way. We can help each other out. 
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